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Figure 1: Pablo Picasso, “The      Figure 2: “The Visitation,” detail from the 
Visitation,” 1902. The State Hermitage    Lluca Altarpiece, 13th century. 




































































































































































































































































































































































































































































































































































































































































































































































Figure 13: André Derain, “Dance,” 1906.      Figure 14: “Isaiah,” (c. 1135). 
Private Collection, Switzerland.        St. Marie Church, Souillac, France. 

























































Figure 17: Pablo Picasso,         Figure 18: Pablo Picasso, 
“Woman with Chignon,” 1901.      “The Absinthe Drinker,” 1901. 
Fogg Art Museum, Harvard University.    The Hermitage, St. Petersburg, Russia. 












































































































































































































































































































































































































































































































































         
Figure 39: “The Visitation,” 13th century.      Figure 40: Wooden Crucifixion, 
Detail from the altar frontal of Solsona.      (date unknown). 







































































































































































































































































































































































































































































































































































































































































































































































































































































































































With a Palette,” 1906.      With Loaves,” 1906. 
The Philadelphia Museum of Art.    The Philadelphia Museum of Art. 
(Picasso: The Early Years, 1881­1907. New York: Rizzoli, 1981.) 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 The medieval style of rendering facial features that Picasso “rediscovered” in Gosol 
remained an integral part of his work throughout the fall and winter of 1906, a time span 
that is sometimes referred to by scholars as the “Iberian Period.”  Picasso’s work at this 
time exhibited “primitive” qualities that have been attributed to an exhibition of Iberian art 
that opened at the Louvre in late summer 1906; however, these elements also bear a 
striking resemblance to medieval art, and would therefore logically be a continuation of his 
previous Gosol experimentation. 
  There are many discrepancies among scholars concerning the sources of Picasso’s 
inspiration during this phase of his career, and adding to the confusion is the argument for 
an “African Period,” a title that along with “Iberian Period” is often used to encompass his 
time in Gosol, even though he was only exposed to medieval art during this interval in his 
career. 
  The medieval characteristics that became a standard feature of Picasso’s Gosol 
imagery were carried through into the months that followed his return to Paris, and are 
further exemplified in the “Portrait of Gertrude Stein” (Fig. 71).  Prior to his departure for 
Gosol, the young artist had worked on the painting extensively, but despite Gertrude’s 
claim that she allowed almost ninety sittings during the winter of 1905, he was never 
satisfied with his rendition of her face.131  His experiences in Gosol allowed Picasso to see 
her in a new light, and once he returned to Paris in August of 1906, Picasso quickly 
completed the portrait without ever setting eyes on its subject.  The finished image in fact 
looked almost nothing like Gertrude Stein, but instead more closely resembled the 
medieval‐style portraits of Gosol. 
                                                        
131 Ibid., 403. 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Figure 71: Pablo Picasso, “Portrait of Gertrude Stein,” 1906. 
The Metropolitan Museum of Art, New York. 
(http://www.metmuseum.org/home.asp) 
 
  In the months that followed, Picasso successfully transposed the Middle Ages into 
modern art through the creation of a radically new figural style, finally finding resolution in 
the artistic experimentation of his early career.  He pushed the lessons of medieval art to 
new extremes as he entered into the early stages of Cubism, the movement that would 
eventually define his artistic identity.  Through appropriation of medieval geometry and 
two‐dimensionality, the artist was able to break the boundaries of complete figural 
abstraction, and in the summer of 1907, he completed “Les Demoiselles d’Avignon” (Fig. 
72), the painting that would ultimately be defined as the first purely Cubist work.  Many of 
the medieval facial features that Picasso “rediscovered” during his time in Gosol were 
transposed onto the faces of these women through a more extreme, planar visual language. 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Large eyes, almond‐shaped heads, prominent eyebrows, and areas of form defined by 
heavy outlines transitioned into this painting, creating an ironic modern medieval 
experience.  He also incorporated a more drastic linear style of drapery that appears to be 
modified from the more schematically patterned style of medieval figurative imagery, such 
as the frescos of San Clement de Tahüll (Fig.55). 
 
Figure 72: Pablo Picasso, “Les Demoiselles d’Avignon,” 1907. 
The Museum of Modern Art, New York. 
(http://www.moma.org/collection/browse_results.php?object_id=79766) 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 With this conception of Cubism, Picasso forever changed the course of modern art 
by creating a revolutionary new way of looking at the world.  In the months and years 
culminating in “Les Demoiselles d’Avignon,” the artist meticulously and innovatively 
collected elements from the past and combined them to create the art of the future.  I 
recognize medieval art to be one of the many sources of appropriation utilized by the artist 
during his pre‐Cubist career.  Even though the idea has only been sparsely mentioned by 
scholars throughout previous decades, I believe that medieval art should be commonly 
acknowledged not only as a valid source of inspiration, but more importantly, 
distinguished as a key component of Picasso’s early work. 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 Erin Elizabeth Horton was born in Monroe, Louisiana, in December of 1984, and grew 
up in its neighboring town of Bastrop.  During her childhood, she traveled extensively with 
her father, who is an artist, and was introduced to the art of many diverse cultures.  This 
led to an interest in photography, which she later pursued at Louisiana Tech University.  
Erin graduated with her Bachelor of Fine Arts in photography with a minor in art history 
during the Spring of 2007.  After a summer internship at the Masur Museum of Art in 
Monroe, Louisiana, she became intrigued by careers in the museum world and decided to 
seek a master’s degree from Louisiana State University.  Erin is a candidate for the degree 
of Master of Arts in art history for the Spring semester of 2010.  Upon completion of her 
degree, she plans to pursue a career as a museum curator or fine‐art photographer. 
